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feminar iiberwies. Vivant sequentes. 

Der Bwed ift gewif ein edler, und wir Hoffen, 
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Dag der liebe Gott dem fatholijdhen Lehrerjeminar 
aud) in weiteren Rreifen grofmilthige Freunde 
erwwede, Damit unter dem Schuge der Hl Familie 


der ,, Benjamin” Dr. Salgmann’s gum Wole. 


unferes fatholifden Ergiehungswefens blithe und 
gedeibe. 
Man wolle Beitrage und Zujagen gittigft fenden 
Rev. Mi. F. Lode mes, 
St. Francis, Wis. 
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Mufitalijhe Pjeudonyme. 


Berfdhiedene Tonfiiuftler und Componiften 
lieben ¢8, unter einem fingirten Namen in die 
DOeffentlichfeit gu treten; die Motive hiergu migen 
febr verfchiedene und in manderlei Verbaltuiffen, 
Umftanden und Abjicten gu fuchen fein. Fir 
manden Lefer diirfien jedod) derartige ,,Cnthillun- 
gen nicht unintereffant fein. 

Eine gewiffe Vorliebe tritt fiir die Gonderbar: 
feit Bervor, den urjpriinglicben w:rfliden Ramen 
umpujtellen und riidwarts gu lefen. Go ift der 
Familienname der befannten Geigentiinftlerin 
Arma Senfrah die Umnftellung biervon, namlid 
Harknes, die beviihinte Londoner Biihnenfangerin 
Belia Trebelli war auf Gillebert getauft (bier alfo 
Unftellung mit Weglaffung des G) und der in 
Briiffel verftorbene hollandijde Saloncomponift 
Streabbog fdhrieh unter dem Titel Gobbaerts. 
€8 mag itbrigenS folder mufifaliiden ,,Culen 
fpiegel” nod) mehr geben, die emen fo barmfofen 
Sherg mit fic) felbjt und mit Wndern tretben. 

Andere Componiften wahlen den GeburtSort zur 
Benennung oder ziehen den Aufenthaltsort mit 
bingu. Der groge Palaftrina war in dem italieni- 
fen Stadtchen Palaftrina geboren und hieg in 
Wirklichfeit Giovanni Pierluigi. Der durd feine 
Arbeiten itber Beethovens Sonaten und Sym- 
phonien befannt gewordene Mtufitajthetifer Ernft 
Gott{dald hat in dem fadfijden Sradtchen Eiter- 
fein dad Licht der Welt erblicét, fic) darnad) in der 
mufifalifhen Welt Ernit von Elterlein genannt; 
Graben Hoffmann, welder jeiner Zeit das Unver- 
geigliche begangen bat. mit einemmate 5 mal 
100,000 Teufel (—dazu nocd arme Teufel—) in 
die Welt gu bringen — waren doch fdjon ohne diefe 
genug Darin — wobnte in Eger am Graben und 
erbhielt davon diejes Attribut. So werfen aud) die 
Doppelnamen Schuly-Beuthen, Sdputg- Schwerin 
und Sdulg-Waida auf den GeburtSort der Com- 
poniften bin. Die Nothwendigfeit von Ergin- 
gungen in der Begeichuung ift bier allerdings vor- 
banden, da befanntlich im lieben deutfdhen Reiche 
diejer Name mehr alS genug vorfommt. Der 
fclefijde Graf Bolfo von Hochberg, Generatin: 
tendant der fonigl. Hofoper in Berlin. 3og e8 vor, 
unter dem. fojlicht biirgerlicken Namen J. H 
Frangz unter die Componijten gu gehen, wabhrend 
fic) alfo Der oben ermabnte E. Gort|chald fcheinbar 
in den UAdelftand erhob. Der in Halle an. der 
Saale verftorbene Liedercompontft Robert Frang 
hieR in Wirtlichfeit Frang Nnauth, was felbjt den 
meiften Hallenfern unbefannt war. Cr hatte fid 
aljo die Vornamen der Lyrifer Robert Schumann 
und Franz Schubert gu einer neuen Benennung 
beigelegt. — Unter €. S. Engelsberg verbarg fid 
der (verftorbene) f. f. Minifteriatrath Dr E. Schin 
in Wien, welder gu EngelSberg im Oefterr - 
Selefien geboren ift; derjelbe fegte alfo die An- 
fangSbudjtaben feines RNamenS vor den de8 Ge- 
burtSorts und hatte fomit das fdwiertge Broblem 
gliidlic) geloft, unter einer fremden Flagge uner- 
fannt fegeln gu Ddiirfen. Cngel8berg bat viele 
anfprechende Lieder componirt und fic) vorzugs- 





weife durch die Dorpertanjweife , Heini vou Steier” 
einen Namen gemacht. 

Der als Componijt befannte Geraer Hoj-Rapell« 
meifter W. Tjchirdh (fF 1892) vevdffentlidte 
webenbei” verfchiedene Clavier: Salonjtiide unter 
»lexauder Czersfy", der Verfaffer der befannten 
Guftav Damm’ jen RKlavierfdule in Theodor 
Steingriber, Begriinder der Berlags-Firma 
»Steingraber” in Leipzig. Graf Fulius von 
Hardegen fchreibt fi) alS Componift (beliebter 
Clavierftiide) Yulins Egghard, der Hamburger 
Flbtenvirtuos Henri Alberti fendet als Wilhelm 
Popp aablreiche Compofitionen und TranSfrip- 
lionen fiir Flite und Pianoforte in die Welt, Dr. 
Pil. Hans Zinden componirt als Hans Sommer 
viele Lieder (bei H. Litolff erichienen) und neners 
dings aud) Opern. Die durd) die ,, Mufifatifden 
Studienfipfe’ befannte WMtufiffdhriftellerin La 
Mara Heigft Maria Lipfius und der in Grag 
geidigte Tonlehrer Dr. Wilhelm Mayer bewegt 
fich unter den Componiften unter dem Titel W. 
A. Semy. 

Dieje fleine Bluimentefe liege fic) bei naherem 
Nahforfchen ohne Rweifel erheblich vermebren. 

( Weften ) 





Sangesmeifter Qulius Stodhaujen. 


Als Sanger brachte Meifter J. Stodhaujen 
genau alle Feinheiten de3 bel canto yur Geltung; 
ex verftand e3 aber auch, mit venjelber dic. hers- 
begwingende deutfde GefiihiStiefe, Cinfadheit und 
Natirlichfeit gu verbinden. Gein Bortrag war 
vollendet jiu, die Textausforache deutlich und nie 
lieR jeine GefangSfunft einen Wunjd unbefriedigt. 

Noch jeg, wo des Meijters Strumme — er hat 
aim 22. Juli 1896 in Frankfurt a Main feinen 
fiebsighten GeburtStag gejeiert — den Cinwirfun- 
gen der Jahre unterlegen ift, mirft der Zauber 
jeined feelenvollen Vorirags. 

Ju Herbft 1880 gritndete J. Stodhaufen zu 
Hranffurt die feinen Ramen tragende Gefangs- 
fchule. Mit den Grundfagen feiner Gefangs- 
techutf bat er eine groge Zabl junger Talente theils 
fity die Oper, theils fiir den Congertfaal ausge- 
bildet und Viefultate ergielt, die feiner Lehrmethode 
einen Danernden Ruhm fidern. Bu feinen Sdii- 
fern geboren u. WU. : Scheidemantel, Mar Alvary, 
Mefdhaert, Anton Siftermans, die yu friih ver- 
ftorbene Hermine Spies, Frau Prof. Wirk- 
Ruijpel u A. m. 

Ju feinem 1884 verdffentlidien Lehrbuch 
»Sefangemethode” hat der WMterfter all’ die 
Grundjage feiner Gefangsfunft aufgeftellt. 

Stodhaujen behauptet mit Recht, dak fiir die 
Biihue ein griferes und dauerbhafteres Stimmma- 
teviat ndthig ijt, alS fiir den Conjertgefang, dag 
aber fiir beide genitgende Zeit gur Ausbildung 
verlangt werden mug, damit — unter Vermeidung 
jeder Halt — der auf wiffenicdaftlicher Grundlage 
berubende GelangSunterricht in gleidhem Sehritt 
geben faun mit der Starfung und Bervollfomm-: 
nung aller mitwirfenden Organe. Um diefe wif- 
fenfchaftliche Grundlag? feftguftellen, war Stod- 
haujen in die Lehre gegangen au Meiftern der 
Wiffenfchaft, gu Anatomen, Phyfiologen und Spe- 
cialiften de Grgtlichen Fadh3, und hat an der Hand 
det aus ihren Werfen erworbenen Renntniffe nad): 
ge vicjen, dag Reblfopf, Lunge und Spredwert- 
xeuge in ihrer Bufammenwirfung die Gefege der 
Tonbildung, alfo des Dingens vollziehen, dag die 
ganze GefangStednif demnach auf unabanderlicden 
Naturgefegen beruht. Er madt far, dag mit 


dem Erlernen de3 Sprechens fdjon das Gebhir des 





Nationale Vorlagsanjtalt. 


(Friiher G. J. Dtang) 
Regensburg, Vaiern. 


Wer feinen KRindern eine dDauernde 
Greude bereiten will, der beftelle 
ibnen die ,,Epheuranfen’’. Dieje reichbal- 
tige, illujtrierte Jugendgeitidrift erfdeint 
im Qabre 24mal und foftet nur 
3 M. GO Pf. 





Das Lehrer-Seminar 
ST. FRANCIS, WISCONSIN A 
aur Heranbildung tiichtiger Lehrer und 
fabiger Organijten. 





$180.00 fiir 908 gehnmonatlide Schuljahr 
Cin balbjabrlicer Vorausbegahlung), fiir oft, 
Wobhnung, Unterridt, Gebrauch der Fnftrumente 
(Orgel, Melodeon, Piano), Bettwafdhe, Argt 
und Medizin. 


Rev. M. J. LOCHEMES, Recter, 
8t, Francis Station. Milwaukee Co., 
Wisconsin. 
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The Liturgy and Contemporary 
Music.* . 


By Canon James Connelly, Cathedral Choir 
Master, Southwark. 


In the theological schools the lecturer 
commonly begins his work by laying 
before his students a brief statement of 
the thesis which he undertakes to prove 
or elucidate, defining as accurately as 
may be the precise point of the whole 
subject which be proposes to handle. 
His next step is to state seriatim the argu- 
ments which he is able to adduce in sup- 
port of his contention. The traditional 
method of doing this is to give in the 
first place those arguments which are 
derived from authority, including Scrip- 
ture, and the doctrinal or disciplinary 
decisions and traditions of the Church, 
then the arguments drawn from reason. 
This latter process consists mainly in 
showing that the proposition which it is 
sought to establish is in perfect conformity 
with the conclusion at which an intelli- 
gent man would arrive by the ordinary 
process of reasoning, after a careful and 
unbiassed consideration of all the facts 
bearing upon the case. If I may say so 
without unduly alarming you by the 
pooper of what is in store for you, I 
think it will tend both to clearness and 
brevity if I follow this method so far as it 
is available in my treatment of the sub- 
ject to which I have the honour of invit- 
ing your attention this afternoon. 

My thesis, then, briefly stated is this: 
That the music used in the services of the 
Church should be in perfect conform- 
ity with the sacred words and rites 


with which it is associated, and that the 


*Paper read at the Catholic Truth Conference, 
Nottingham. 








tendency of the art of music at the pres- 
ent day on the whole makes rather for 
than against this conformity. I must 
begin by enunciating a proposition which 
at first sight may appear selfevident, but 
which contains a truth of a very funda- 
mental character which is by no means 
generally recognised. My proposition is 
this: That Church music, as the term 
implies, consists of two elements, the 
ecclesiastical and the musica] element. 
Now, jurists lay down the maxim,“ Donum 
ex integra causa, malum ex singulo 
defectu.” In other words, a thing is good 
of its kind when it prossesses all the quali- 
ties which are demanded by the purpose 
for which it is intended ; but it is bad if 
any one of these be wanting. Applying 
this principle to the matter under con- 
sideration, a composition intended for the 
Church, in order to be pertectly satisfac- 
tory, must be good both from an ecclesi- 
astical and from a musical point of view. 
If it is defective on either or both of these 
grounds, whatever else it may be, it can- 
not be good Church music. 

Let us begin with the musical side of 
the matter. A composition is musically 
good when it is written in perfect con- 
formity with the recognised canons of 
the art of music, when, for instance, its 
melodies, harmonies, and its form are in 
accordance with the received rules of 
musical composition. But I would make 
two reservations, The first is that a com- 
position may be absolutely correct as re- 
gards rules and yet possess little origi- 
nality, inspiration or distinction—in a 
word, artistic merit ; and this involves a 
question which can be determined only 
by the judgment of musicians of intelli- 
gence and cultivated taste, and one which 
obviously leaves room for much differ- 





ence of opinion. My second reservation 
is that a work, purporting to be Church 
music, cannot come up for judgment as 
absolute music, as ex hypothesi, it is music 
applied to a sacred purpose. Now I take 
it that as self-preservation is the first law 
of Nature, so congruity, 7. ¢, suitableness 
for the purpose intended, is the first law 
of art ; and hence a work which is con- 
victed as incongruous thereby stands con- 
demned as artistically bad. But to make 
this clearer I must go back for a moment 
to first principles. Why is music used 
at all in the services of the Church? To 
add solemnity to her sacred rites; to 
bring out the meaning of the sacred 
words; to express and to inspire such 
thoughts and emotions as are proper to a 
religious attitude of mind and heart— 
adoration, praise, thanksgiving, supplica- 
tion, penitence, faith, joy, etc ; but of re- 
ligious joy it may be said that it will 
always be of a sober, restrained character, 
mingled with humility and a sense of 
human frailty according to that of the 
‘Imitation.” “It is wonderful that any 
man’can ever entirely rejoice in this life 
who weighs and considers his banishment 
and the many dangers of his soul” (Book 
I., chapter 21). Thus, then, the clamor- 
ous rejoicing of the market or soldiers’ 
chorus is as out of place in church as the 
sentimentality of the lover’s serenade or 
the frantic shrieks of the tragedy queen, 
be it said with all deference to a corres- 
pondent of the Carnotic Tres, who is of 
opinion that it is no disparagement to 
the Kyrie of Haydn’s “Imperial Mass” 
that, though ostensibly an appeal for 
mercy, its tone is defiant rather than 
supplicatory. What I mean, then, by 
saying that congruity is a first essential 
of good church music is that a composi- 
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tion, to be satisfactory from this point o 
view, must not only not be suggestive of 
such emotions as cannot be regarded as 
religious, but it must also be in harmony 
with the particular religious emotion 
which the words to which it is united are 
intended to inspire. So much for the mus- 
ical element. Now for the ecclesiastical. 
I mentioned that a theological professor 
sets before his students an array of argu- 
ments drawn from Scripture, Tradition, 
Canon Law,and Reason. Let me at once 
afford you an opportunity for a sigh of 
relief by stating that I do not propose to 
adhere rigorously to his method in this 
respect. I am going to confine myself 
entirely to arguments from reason, be- 
cause I think that the subject has already 
been treated exhaustively from the stand- 
point of ecclesiastical authority. Over and 
over again it has been proved to demon- 
stration that innumerable rubrics, decrees, 
and synods command choirs-do this and 
forbid them do that, but, as the poet says, 
“nobody seems one penny the worse” —or 
better. In an old number of “Punch” a 
little girl is depicted running excitedly to 
her mother and exclaiming: “Oh, Ma !— 
in those early Victorian days no gentle 
young person said ‘Mother”—“Oh, Ma! 
Tommy said ‘I’m blowed!’ Isn’t it wicked 
of him?” ‘‘My dear,” the Lady replies. 
“i's worse than wicked —it’s vulgar.” 
Now I do not, of course, for a moment 
intend to suggest that you, my lords, 
ladies, and gentlemen, or those who are 
responsible for the conduct of our choir, 
should adopt this code of morality 
What I mean is that though the argu- 
ment from authority, showing that is en- 
joined and that is forbidden, is of all 
arguments the most conclusive and im- 
perative, experience tells us that it is by 
no means the most persuasive. Cardinal 
Newman quotes St. Ambrose to the effect 
that it has not pleased God tosave His 
people by logic—“Non in dialectica com- 
— Deo salvum facere populum sum.” 

erhaps, similarly, it has not been ap- 
pointed for church music to work out its 
salvation by legislation, but rather by 
education, by bringing people to recognise 
that what is ecclesiastically bad cannot 
be artistically good, and is necessarily 
not only wicked but vulgar. “But,” you 
will ask, “what do you understand by 
ecelesiastically bad?” I mean by this 
term music which in one way or oth-r 
does violence to the sacred rites or words 
with which it is associated, ani I must 
remind you that I am not now appealing 
to any ecclesiastical laws or decrees, but 
simply to the good taste aad common- 
sense of the matter. — 

Surely it is self-evident that if a com- 
poser undertakes to provide a musical set- 
ting for certain words, his first duty is to 
respect his text, unless we are prepared to 
adopt the cynical view expressed by 
Voltaire’s epigram “What is too silly to 
be said is set to music and sung.”’* But 
how does music do violence to the text 





*Ce qui est trop sot pour étre dit, on le chante. 





which it accompanies? In many ways. 
I have already referred to one, viz., a dis- 
regard for the sentiments which the words 
express. Other and not less pernicious 
methods of entreating spitefully a litur- 
gical text are the omission, inversion, dis- 
tortion, confusion or undue repetition of 
the words of which it is composed. A 
couple of examples will suffice. In the 
“Gloria” of Mozart’s Twelfth Mass, we 
hear “Laudamus, benedicimus, adora- 
mus, glorificamus” the word “Te” being 
omitted in all cases, as though the ques- 
tion whom we praise bless, adore, and 
glorify(whether ourselves or theAlmighty) 
were an unimportant detail. The instance 
just referred to may be described as a 
“suppressio veri; the next shall be a 
“suggestio falsi.” In the “Credo” of the 
same Mass, the tenor solo of the “Et in- 
carnatus” flows over into the “Crucifixus” 
sung by the other voices, the result being 
that one hears them singing in combina- 
‘“Crucifixus—ex Maria Virgine !”—‘Cru- 
cified of the Virgin Mary.” 
only fair to poor Mozart to say that in 
the British Museum Catalogue this favor- 
ite Mass is numbered among the “doubt- 
ful and spurious works” of this great 
master. The solemn offices of the Church 
comprise three principal elements, action, 
words and music, all of which are inten- 
ded to work together for one great end— 
the worship of God and the edification of 
the faithful. 

The rubrics provide that at three dif- 
ferent points at the “Kyrie,” “Gloria,” 
and “Credo,” the onward movement of 
the sacred rite may be temporarily sus- 
pended. At all other times it should 
proceed without interruption,* and it 
may be noted that the suspension to 
which I have referred occur during the 
preparatory portions of the ceremony, 
and not during the action itself, for which 
the words prescribed are of such a length 
as of themselves in no way to arrest its 
progress. At the “Gloria” and “Credo” 
it is more or Jess a question of how long 
the faithful are prepared to sit while the 
choir reiterate “Cum sancto Spiritu,” or 
“Et vitam venturi ;” but it may be ques- 
tioned whether the diminishing atten- 
dance at High Mass, of which we some- 
times hear complaint, may not be due in 
some measure to an overdraught upon 
their powers of endurance in this matter. 
I submit, then, that when sacred words 
are distorted, and sacred ceremonies 
brought to a standstill for the sake of the 
music, the composer, instead of minister- 
ing to the Church, is compelling the 
Church to minister to him, a perversion 
of the right order of things against which 
Cardinal Newman, in his own inimitable 
way, has raised a voice of warning. 
“Should a great master happen to be at- 
tracted, as well he may, by the sublimity, 
so congenial to him, of the Catholic doc- 


*In the case of certain sequences to be sung on 
special occasions, such as the “‘Lauda Sion” or 
“Stabat Mater,” the fact that they are prescribed 
to be sung obviously justifies any interruption 
which they may occasion. 
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trine and ritual, should he engage in 
sacred themes, should he resolve by 
méans of his art to do honour to the Mass 
or the Divine Office (he cannot have a 
more pious, a better purpose, and religion 
will gracefully accept what he gracefully 
offers ; but) is it not certain, from the cir- 
cumstances of the case, that he will be 
carried on rather to use religion than to 
minister to it, unless religion is strong on 
its own ground, and reminds him that, if 
he would do honour to the highest of sub- 
jects, he must make himself its scholar— 
must humbly follow the thoughts given 
to him, and must aim at the glory, not of 
his own gift, but of the great Giver”(‘Idea 
of a University,” p. 81.) “But,” perhaps 
someone will say, “these restrictions were 
all very well when music was in its in- 
fancy. Now that it has grown up, and 
has a will of its own, and commands such 
vast and varied resources, it would be 


absurd to expect it to move in the old’ 


leading strings.” The objection brings 
me to the second part of the proposition 
with which I set out. Up to the present 
I have endeavoured to show that the 
music of the Church should be in per- 
fect conformity with the sacred words and 
rites with which it is associated. The 
perhaps more difficult task remains of 
proving the second part of my thesis, viz., 
that the tendency of the art of music at 
the present day on the whole makes 
rather for than against this conformity. 
I suppose no one will deny that during 
the latter half of this century, the centre 
of all musical inspiration and activity has 
shifted from Italy to Germany. Italy is 
practically nowhere in the musical world 
of to-day. Now, it is precisely in Ger- 
many that during the last thirty years 
the music which may be perhaps best 
described by the somewhat vague de- 
signation of florid has dropped almost 
entirely out of use, and the strict style 
advocated by the Cecilian school has 
come to prevail almost universally. And 
this is the more remarkable in as much 
as Germany is the native land of all that 
is best of the florid school. Another fact, 
equally unquestionable I take it, is that 
if there is one man more than another 
who has determined the trend of the 
music of to-day, and also as far as one 
can see will for a long time to come direct 
the tendency of the music of the future, 
that man is Richard Wagner. Now, my 
contention is that if the principles for 
which Wagner fought so valiantly, and 
by means of which he revolutionised the 
world of music, if those principles, I say, 
are applied to Church music, they will 
necessarily bring about that unity of ac- 
tion, words, and music in the sacred 
offices of the Church for which I am con- 
tending, because such unity was the cor- 
ner-stone upon which the whole structure 
of his art work rested. ‘Rienzi,” which 
was performed at Dresden in 1842, when 
Wagner was twenty-nine years of age, 
was written in the conventional style of 
the Italian opera of the day. But he 
soon began to perceive how utterly false 
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and hollow that style was from a dram- 
atic point of view. “In Italy,” he wrote, 
“twhere the opera first took its rise, no 
other task has ever been set before the 
musician than the writing of a number of 
arias for definite singing individuals 
Be cae and these arias were simply meant 
to give those virtuosi the opportunity of 
‘showing off their quite specific vocal skill. 
Poem and scenery merely furnished this 
exhibition of virtuosity with a decent 
pretence of time and space.” But what 
is still more interesting to note is that 
Wagner’s scorn for the existing triviality 
‘was inspired mainly: by its contrast to 
what had gone before. “The rise of 
opera in Italy,” he declares, “marks the 
downfall of Italian music”—an assertion 
the truth of which will he obvious to 
anyone who has acquired an adequate 
notion.of the sublimity, the wealth and 
ineffably expressive depth of Italian 
church music in the previous century. 
After hearing the ‘Stabat Mater’ of Pales- 
trina (such a one) can never honestly 
maintain that Italian opera is a legiti- 
mate daughter of that wondrous mother” 
{Richard Wagner’s Prose Works, vol. iii., 
pp. 197-8). Elsewhere he pays this 
splendid tribute to the old Italian mas- 
ters. “To raise the express.on of the 
melody the Christian spirit inven- 
ted-many-voiced harmony What 
a wonderfully inward expression, not so 
much as dreamt of heretofore, the 
melodic phrase hereby attained, we see 
with ever-fresh amazement in the quite 
incomparable master works of Italian 
church music. Here the different voices, 
originally destined for nothing but bring- 
ing the harmonic chord to a simultaneous 
hearing with the melodic note, at last 
themselves obtained free and increasingly 
expressive development, so that, with the 
aid of socalled counterpoint, each of these 
subordinate voices (the melody being 
called canto fermo) now moved with an in- 
dependent expression of its own, whereby 
‘in the works of the most exalted masters 
the rendering of such a sacred chant pro- 
duced so deep a searching of the heart 
that no kindred effect o1 any other art 
can possibly be compared therewith. 
“The downfall of this art in Italy,” he con- 
tinues, “and the contemporaneous rise of 
opera melody among the Italians, I can 
all nothing but a relapse into paganism. 
keene Italian opera melody has con- 
tented itself with so exiguous a periodic 
‘structure...... that the educated musi- 
cian of our time stands sorrowfully 
aghast before this threadbare, well-nigh 
¢thildish art form” (“Prose Works,” vol. 
iii., p. 315). Rossini, in Wagner’s young 
days, was at the zenith of his popularity, 
and, it need hardly be said, came in for 
some of his most scathing satire. “The 
verbal repetitions,” wrote Wagner, “neces- 
sary to fill out the melody conceived 
quite apart from the verse, gave the com- 
poser the opportunity for pleasant varia- 
tions of the so-called ‘declamation.’ 
preiniee® This sort of thing,” he ad is, 
“leads the hearer away from any serious 
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following of the words, without affording 
adequate compensation in the purel 

musical phrase itself, for in most cases it 
is a mere question of musico-rhetorical 
flourishes such as show out naivest in 
Rossini’s eternal ‘“‘Felicitas” (Prose 
Works, vol. VI, p. 154). Elsewhere refer- 
ring to the same composer, he says: “The 
whole world hurrahed Rossini for his 
melodies...... Entirely unconcerned 
for form he turned his whole genius 
to the invention of the most amusing 
hocus-pocus for execution. To the singer 
he said, ‘Do whatever you please with the 
words, only before all things don’t omit 
to get yourself liberally applauded for 
risky runs and melodic entrechats’ (ca- 
pers). To the instrumentalist he said, 
‘Take it easy, only mind you get well 
clapped for your individual skill, where- 
ever I give you each his opportunity.’ 
To the opera librettist he said, ‘Friend, 
you may put on your night-cap; I have 
really no more use for you.’” And then 
Wagner fires his parting shot, “In right- 
eous expiation of his sins, Rossini became 
a fish purveyor and Church music com- 
poser” (Works, vol. II, pp. 43-47), in 
which latter capacity evidently to the 
Bayreuth Prophet’s thinking he had 
reached his nadir. But perhaps some of 
you willsay: “After all this is only one 
man’s opinion. Are there no other musi- 
cians in the world but Wagner? The 
Wagnerian craze happens to be at an 
acute stage at present, but it will soon 
pass away. And as to the Cecilian move- 
ment, that is only another instance of 
German narrowness, heaviness, and puri- 
tanism, which other nations cannot be 
expected either to admire or imitate.” 
In obedience to the sound principle, 
“Don’t prophevy until you know,” I will 
say nothing about the future; but as re- 
gards the present it cannot be questioned, 
I think, that the influence of Wagner is 
paramount throughout the musieal world 

It is seen in the later works of an Italian 
Verdi and a French Gounod or St. Saens, 
in a Russian Tschaikowsky, a Hungarian 
Liszt, a Norwegian Grieg, and an English 
Hubert Parry. Obviously it is of the 
nature of things that what is in fashion 
to-day will be out of fashion to-morrow 
or the day after. Like the Athenians, in 
St. Paul’s time, men will always welc »me 
those who bring to their ears some new 
thing, and Wagner can only expect to 
have his day. But whatever may be the 
vagaries of taste in time to come, his 
principles must abide, because they are 
founded upon the nature of the case. His’ 
first and only postulate, it may be said, 
is, “Let music be true to what it has un- 
dertaken to interpret.” In the following 
extracts substitute “sacred rite” for 
“dramatic action,” and what sounder 
principle could any Church musician lay 
down tor himself? *‘My aiw,” Wagner de- 
clares, “is to engross the public in the 
dramatic action before all else, and in 
such manner that not for an instant may 
it be compelled to lose sight of that ac. 
tion, but, on the contrary, the whole mu. 





sical adorment may seem to it a mere 
means for displaying that action” (Works, 
Vol. III, p. 344). Or again, take the fol- 
lowing to the same effect: ‘In opera, 
music has wrongly been made the aim, 
while the drama was merely a means for 
the display of the music. Music, on the 
contrary, should do no more than con- 
tribute its full share towards making the 
drama clearly and quickly comprehen- 
sible at every moment. While listening 
to a good—that is rational—opera, people 
should, so to speak, not think of the mu- 
sic at all, but only feel it in an uncon- 
scious manner, whilst their fullest sym- 
pathy should be wholly occupied by the 
action represented” ( W agner-Liszt Corre- 
spondence, No. 42). One of the greatest 
difficulties with which Wagner had to 
contend was to overcome the prevailing 
idea that dramatic music was intended 
for the amusement of those who listened 
to it. ‘To him its mission was to lift men 
up, for a brief spade, from the trivialties 
and sordidness of everyday life into a re- 
gion of the heroic, the ideal, and the 
sublime. A similar misconception, I am 
afraid, is accountable for much of the 
music which is heard in our churches. 
It is recorded of Handel that after a 
private rehearsal of one of his instrumen- 
tal works a young dandy, who happened 
to be present, went up to the master and 
congratulated him, adding that he had 
really quite enjoyed the~ performance. 
“Confound your impudence, sir,” the 
burly Teuton roared at him: “do you 
think I write music for the amusement 
of such young jackanapes as you? I 
thought to do you some good ; but I see 
you are incorrigible.” 

“Then do I understand that you want 
us to have Masses, motets, and hymns 
written in the style of ‘Tannhduser,’ 
‘Lohengrin,’ and ‘Parsifal?’” Heaven for- 
bid that I should be capable of sugges- 
ting such a monstrosity! From a para- 
graph in an evening paper I learn that 
M. Louis Barwolf, a Brussels musician 
(+vidently very badly stricken with la 
maladie Wagnerienne) has composed a 
Mass exclusively founded on themes in 
“Lohengrin.” The “Gloria” is framed on 
the chorus in Act II., the solos being taken 
from the music allotted to the King and 
the herald. The “Agnus Dei” and “Dona 
nobis” are derived from Elsa’s music, 
and the bridal chorus is also drawn upon. 
But can you not imagine the more than 
Ruskinian vigour of the language which 
Wagner himself would have hurled at 
the perpetrator of such an entirely pesti- 
lent and utterly damnable outrage upon 
commen sense and good taste? Fifty 
years ago Augustus Welby Pugin wrote, 
in reference to the music which ‘he was 
sometimes obliged to hear at.the solemn 
opening of some of his churches: “After 
a short pause (at the elevation) the din 
recommences, and generally lasts until a 
thundering Agnus Dei begins. Whether 
it is in a spirit of pure contradiction that 
modern composers have usually impar- 
ted to this supplication for peace the 
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character of a great row, it is impossible to 
say, but such is decidedly the case. 
Some of these compositions would be ad- 
mirably adapted for a chorus of drunken 
revellers, shouting for wine outside a tavern, 
and if the words ‘Wine, give us more 
wine,’ were substituted for Dona nobis, 
nobis pacem, we should have a demand in 
perfect accord with the sound with which 
it is accompanied.” (The Present State of 
Public Worship among Roman Catholics). 
You will easily recognise, I think, the 
parallelism of the following description 
by Wagner of the close of the conven- 
tional opera of the old school. “In the 
‘Finale,’ however, quite a little tempest of 
delirium must be caused ; a kind of mu- 
sical orgy was needed to bring the act toa 
satisfactory close; so ‘Ensemble’ was sung; 
every man for himself and all for the 
audience, and a jubilant burst of melody 
with a soaring final cadence, appropriate 
or not, must waft the whole into due 
ecstasy.” (Works vol. VI. p. 164). What I 
am pleading for then is that the Church 
composer should have at least as much 
respect for the liturgical text as Wagner 
had for his dramatic poem; that he should 
be at least as solicitous to do what in him 
lies that action and words and music, 
shall all contribute in perfect unity and 
harmony to that great end for which 
alone they exist: that, in the words of 
the illustrious Cardinal, he will not “use 
religion,” but “minister to it; that if he 
will do honor to the highest of subjects, 
he must make himself its scholar, must 
humbly follow the thoughts given him, 
and must aim at the glory, not of his own 
gifts, but of the great Giver.” 





Fragekasten. 


77. Wie soll ein gemischter Chor auf 
gestellt sein? 

Da von der richtigen Aufstellung des 
Chores zum grossen Theile die giinstige 
Klangwirkung einer Composition abhingt, 
80 sollte ein Chordirigent in dieser Bezieh- 
ung mehr Sorgfalt an den Tag legen, als 
es so haufig geschieht. Freilich sind die 
Raumverhaltnisse nicht auf allen Orgel- 
biihnen gleich giinstig. Vor Allem muss 
der Chor so gestellt werden, dass jeder 
Singer den Dirigenten bequem sehen, und 
jeden Blick und jedes Zeichen desselben 
stets beobachten und sofort befolgen kann. 
Der Dirigent soll auf einem je nach der 
Grosse der Saingerzahl mehr ober weniger 
erhéhten Platze vér den Sangern stehen; 
die dusseren Plitze der Singer miissen 
ebenfalls erhéht sein, weil nur bei dieser 
am phitheatralischen Aufstellung alle Sin- 
ger den Dirigenten bequem sehen und 
sich gegenseitig héren kinnen, Auch ist 
das fiir die Entfaltung und Fortpflanzung 
des Tones vortheilhafter. Die Aufstellung 
ist nun aber bedingt von der Eigenthiim- 
lichkeit des Chorraumes. Geht seine 
Ausdehnung mehr in die Liangeals in die 
Tiefe, so werden die Sanger zu beiden 
Seiten so aufgestellt, dass sie sich in zwei 
Gruppen gegeniiber stehen, und zwar 





nehmen hier Sopran und Alt die eine, 
Tenor und Bass die andere Seite ein, 
Geht der Raum mehr in die Tiefe, was ent- 
schieden giinstiger ist, so stellt man 
Sopran und Alt nebeneinander im Vor- 
dergrunde, Tenor und Bass im Hinter- 
grunde auf, und zwar so, dass die Sanger 
einen Halbkreis bilden und sich gegen- 
seitig sehen. Die kleinen so wie die unacht- 
samen und schwachen Singer stellt man 
vornehin. Die Aufstellung hangt ferner 
mit der Anlage der Composition zusam- 
men. So z. B. kommt bei achtstimmigen 
resp. zweichérigen Compositionen je ein 
Chor auf jede Seite in der oben angedeu- 
teten Aufstellung, der Dirigent vorne zwi- 
schen beiden Choren, jedoch so, dass keine 
Sanger hinter ihm, oder so nahe neben 
ihm stehen, dass er nicht jeden einzelnen 
bequem durch seinen Blick und seine 
Zeichen leiten kénnte. In der Probe richte 
man sich genau nach der in der Kirche 
nothigen Stellung. 

78. Bei der Jubilaéumsfeier des Ciici- 
lienvereines bewunderte ich vor Allem 
das pianissimo Ihres Chores, besonders 
in Palestrina’s Lamentation. Kénnten 
Sie mir einen Wink geben, wie ein solches 
pianissimo dem Chore beizubringen? Es 
will mir nie recht gelingen. 

Fiirs erste muss man den Siangern in 
der Gesangschule den richtigen 
Gebrauch, namentlich das Sparen des 
Athems, sowie eine absolut reine und 
sichere Intonation beibringen. Dann darf 
man in der Probe von einer Stelle, die 
pianissimo zu singen ist, so lange nicht 
weggehen, vielmehr muss man dieselbe 
so oft unterbrechen und repetiren, bis sie 
zart genug gegeben wird. Ist einmal das 
erste pianissimo gelungen, so machen die 
spiteren bei einem wol disziplinirten 
Chore wenig Miihe. Die Uebersetzung, 
Erklarung und Betrachtung des Textes 
geben aber dem pianissimo erst den rech- 
ten Geist und die eigenthiimlich schéne 
Wirkung. 





Berichte. 


Derrance, Ox10, 

Wir sangen kiirzlich bei einer Hochzeit: Introi- 
tus und Communio—Choral, Graduale, Alleluja 
—vierstimmig von Singenberger, Offertorium— 
In te speravi mit Orgelbegleitung von Bischoff; 
Kyrie—Sanctus—Benedictus—und Agnus Dei aus 
Greith’s Josephs- Messe, mit Orgel und Orchester, 
also alles streng liturgisch. 

In der hiesigen katholischen St. Marien 
Gemeinde war kiirzlich auch eine Hochzeit. 
Nachstehend das “Musical Programme,” einer 
hiesigen englischen Zeitung entnommen, buch- 
stablich : 

The Mendelsohn’s wedding march was used with 
the following musical program: 

Missa Pr the Choir 
**Ava Marie,” Leonardo Massini..............00--sesees 
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“'O, Salutario” Isaac Deveaux and A. J. Wolsiffer 
“Sanctus,” by Giorga ----Quartette 
PMR ION cadiicinsitadpionenckddomenenreccdh oun’ by Choir 
Missa “Pro Pace’ ist vielleicht manchmal pas- 
send am Hochzeitstage! Das iibrige ‘‘Musical 
program”’ kann ein jeder selbst beurtheilen. 








Sr. Francis, Wis. 


Im Lehrerseminare wurden in den zwei ersten 
Monaten des neuen Schuljahres gesungen : 





Messen :—1. Missa choralis in Dominicis per 
annum; 2. Missa choralis in Festis semiduplicibus ; 
8. Missa choralis pro Defunctie; 4. Mivsa in hon. 
SS. Nominis Jesu, von Mitterer; 5. Missa sexta, 
von M. Haller; 6. Miss: SS. Cordis Jesu, von J, 
Schildknecht ; 7. Missa in hon. 8S. Luciae, von Fr. 
Witt; 8. Missa in hon, 8. Familiae, von J. Sin- 
genberger; 9. Missa in hon. S. Joseph, von J. 
Schildknecht ; 10, Missa in hon. 8S Caroli, von L. 
Perosi; 11. Missa de S. Cruce, von J. Mitterer. 

Die Wechselgesiinge simmtlich Choral, ausser 
den Offertorien: Ave Maria von J. Mitterer; 
Recordare von M. Haller; In me gratia von J. N. 
Ahle. 

Bei der Vesper: Mignificat von Mayer, (2) und 
Singenberger; Zwei Salve regina von Fr. Witt aus: 
Liederrosenkrat.z von Haberl, und Witt, Cantus 
sacri; Salve regina aut. ign. (XII. Jahrh.) Salve 
regina von Singenberger. : 

Zu den hl. Segen: Gesiinge von Modlmayr, Neker, 
Kothe, Oberhoffer, Mitterer, Halier, Zeller, Witt, _ 
Ett, Aiblinger. Marienlieder von Tappert, Benz, 
Kothe, Nekes, Aiblinger. Bei der retreat der 
Studenten Ps. Mieerere von J. Singenberger. 





Verschiedenes. 

— Unter denBeschliissen des letzten Min- 
nesotaer Katholikentages in Stillwater, 
Minn., findet sich einer der ebenso ehrend 
fiir die Betheiligten, als erfreulich fiir 
jeden Freund kirchlicher Musik ist. 
Derselbe lautet: ‘‘ Unter Berufung auf 
den seit mebr als hundert Jahren in Hun- 
derten von Decreten klar und deutlich 
ausgesprochenen Willen von Papsten und 
Concilien erkliren wir, dass von unserer 
Kirchenm usik alles Unheilige, alles. 
Weltliche und Theatralische ganzlich fern. 
gehalten werden sollte,und erinnern darum 
alle Chorleiter und alle Kirchenchdére, 
welche dieser Erinnerung bediirfen, allen 
Ernstes an die Pflicht des Gehorsams. 
Zugleich benutzen wir mit Freuden 
diese Gelegenheit, dem Caicilien-Ver- 
ein unsere freudige Anerkennung auszu- 
sprechen fiir die Verdienste, welche er 
auf diesem Gebiete durch seine leider 
nicht genug gewiirdigten meena 
sich erworben hat, und sprechen den 
Wunsch aus, dass seine Bemtihungen von 
nun an auch bei uns noch besser unter- 
stiitzt werden. Méchten doch recht Viele 
diesem léblichen Verein sich anschlies- 
sen !”—Es braucht wohl nicht erwahnt zu 
werden, dass die Musik bei dem Festgott- 
esdienste durchaus kirchlich war, und so 
die That mit den Worten bestens harmo- 
nirte. So ist’s recht! Méchte man doch 
bei allen Katholikentagen den Gehorsam 
gegen unsere hl. Kirche vor Allem im 
Gottesdienste durch genaue Befolgung 
der liturgisehen Vorschriften bekunden. 
Man wiirde dann zugleich manchen Fest- 
besuchern ein ermunterndes und ermu- 
thigendes Beispiel geben ! 

—Am 15. October wurde in Chicago 
der Organist der dortigen St. Peterskirche, 
Herr J. J. Schroeder, von einem Zuge der 
Rock Island-Bahn tiberfahren. Der Ver- 
ungliickte erhielt seine Erziehung im 
Lehrerseminar zu St. Francis, Wis., wirkte 
dann als Lehrer in Highland, Wis., spiiter 
an der St. Hyazinthkirche in Milwaukee, 
nachher in Toledo und zuletzt als Organist 
in Chicago. Er erreichte ein Alter von 43 
Jahren. Mégen namentlich die friiheren 

Mitschiiler fiir seine — re. 
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fiinftigen Sangers gebildet werde, dag nur durd 
das Studium famuntlider Volale (nicht ded A 
allein) ein Durdhaus freier und finer Ton evlangt 
werden finne. Er verordnet eine nur allmablige 
Kraftentwidelung dev gu bildenden Stinune, gue 
wbrderft die Mebung der Wirittellage, dann erft die 
weitere Ausdehnung nad Hohe und Tiefe. Er 
feitet die Cigenfdaften des Tones aus den drei 
Grundgefegen der Afuftif her, wonad Zabl, 
PWeite und Form der Sdwingungen die Hobe, 
Stirfe und Farbe eines Tones beftimmen, die bei 
ihm Reinbeit, Rraft und Ausdruc bereuten. Er 
erflirt, dag ein Ton rein fein muh, ftarf oder 
{dwad) geftalter werden fann, und von Natur 
{don durd das Medium de Vofals Farbe und 
Ausdruc hat; er bezeichnet demgemag die Reinheit 
al8 nothwendig, die Starfe al8 relatio miglidh und 
die Farbe al8 wirklich. Er lehrt den Sanger jede 
Cinzelthatigheit der verjdhiedenen Theile unferes 
Stimmapparates und deren Wirfung fennen, 
Damit der Studirende fie richtig anguwenden weif 
und durd die Tedhnif zur Reinheit des Tones, 
durd die Nitancirungsfunft und die Runjt der 
Farbung zum Ausdrud gelange. Dieje Grund- 
fage, auf denen feine Methode beruht, hat Stod- 
Haujen in dem genannten Lehrbud) niedergelegt. 

Auf die Tertausfprace leqt Stodhaufen das 
gripte Gewicht, weil die Leichtverftandlichfeit eines 
mufifalifden BVorirags am ficherften dem Gerft 
der Tonfdhipfung gerecht werden fan und anf 
Oe8 Horers Empfainglicfeit wivtt. 

Dann giebt er intereffante Auffdhliiffe siber 
Stimmregifter und deren ridtigen Gebraud) bei 
Maunern und Frauen, wobei er das Falfettregifter 
al8 fiir die Tonbildung am widtigften bezeid) net 
Der Schlug des vortrefflidjen WerkeS bietet ein 
reicheS Material, mittels defjen gunadft das Sol- 
feggiven gelehrt wird, dann das Singen im Fleinen 
Stimmumfange und dann erft fyftematifeh fteigend 
His gu allen Schwierigfeiten de Runftgejangs 
Die Gefege dev alten Mieifter wurden. alg unab- 
dinderlich fiir alle Zeiten, auch vollinbaltlich von 
Meifter Stodhaufen angenommen. Nad) den 
ffizzirien Grundregeln hat er felbft die Kunft des 
Gefanges geitht, nach ihnen leitet er feine Schule, 
mit ihnen tragen feine Finger {dine CErfolge 
davon. 

Prof. Stodhaufen hat fich eine bewunderungs- 
wiirdige Geiftedfrifde und HergenSjugend bewabrt; 
ex ift eine echte Riinftlernatur, liebenSwiirdig und 
voll regfter Theilnahme fiir ales geiftig Hervor- 
wagende. 

Bei aller Berehrung fiix unfere flajfifden 
Preiftermerfe (apt er aud) das Moderne vollarf 
_ wenn e8 idealen Sweden der Runft dient. 

dge ex nod) Lange wirfen | (Wejten.) 





— €8 wird gegenwirtig in Londen viel von 
einemt Raufe gefproden, den ein dortiger Meufit- 
fiebhaber durd) Vermittlung de8 beriihmten Jn- 
firumentenmader8 Alfred Hill mit dem frangofi- 
fen Virtuojen Alerander Batta abgefdlofjen hat. 
Es handelt fid) um ein Violoncello von Stradi- 
varius, das dev Englander dem Riinftler um den 
vielleicht eingig DdaftehendDen Preis von 80,000 
Sranc8 abgetauft hat. E8 ift died iibrigens nicht 
die eingige Rofibarfeit, die der nunmehr 77jabhrige 
Mufiterveteran Batta in feiner Villa gu Verfailles, 
in die er fich nad) rubmreider Riinftlerlaufbabn 
guriidgezogen bat, aufgefpeichert halt. So foll er 
eine befonders {chine Sammlung von Geigenbogen 
befigen, abgefehen von den iibrigen Runftidagen, 
anter denen die Gemalde- Galerie, die nicht weniger 


al8 13 Meiffoniers enthalt, nidjt die geringfte ift. 
Batta, dex Heute faft vergeffen ift, fpielte in den 
Biergiger- und Fitnfziger-Fahren eine glangende 
Rolle in der mufifalifcen Welt, und nod Wac- 
Mahon erinnerte fic) waibrend feiner Prafident- 
fehaft de8 grogen KituftlerS und zeidjnete ibn durd 


BVerleihung der Ehrenlegion aus. Das eben 
verfaufte Cello ift jedenfallS eined der foftbarfien 
Stiide aus der Sammlung de8 alten Meijters. 


— (Ciner, der nidt applaudieren 
Darf.) Ju einem Gewandhausfongert figt ein. 
auffallend lebbafier Menfcdh neben einem auffallend 
rubigen Bubédrer und applaudiert aus Leibestraj- 
ten eine Schumannfde Kompofition, welde Frau 
Clara Schuinann meifterhaft vorgetragen hatte. 
Ul die Riavierfpielerin auf ftiirmifdes Verlangen 
nod) eine Schuinannfde Rompofition zugrebt, weig 
fi dex CEnthufiaft nicht mehr gu faffen und 
apoftrophiert den rubig neben thnt Sigenden mit 
den Worten: ,,Mein Herr, Sie verfiehen ficer- 
lich nichts von Diujif, dag Sie gar nidt applau- 
dieren?” Der Aungeredete entgegnet: ,, Jd darj 
nicht applaudieren, ich bin ja Robert Schumann 
felbft.” 


Die befte Mufif. Bu einem alten 
RKiinftler fommt ein junger Virtuofe, um feinen 
Rath au erbitten. ,, Fe foll morgen in einer Ge- 
felljdhaft bei dem Grajen X, einem durchaus 
unmufifalifeben Menjchen, fpielen, was meinen 
Sie, foll id) fiir dort wablen, gute Mufif oder 
fchlechte?“—,, Him | Gute Mufit ware fehr gut ; 





aber fchledte ijt jedenfalls beffer.“ 


Demfjelben alten Riinftler fpielte ein junger 
RKomponift mehrere ergene Stiidlein vor und fragte 
nad feiner Meinung. ,,Wie wollen Sie denn die 
Stiide nennen?” — ,,Zerftreute Gedanfen.” — 
Run, Dann folgen Sie meinem Rathe, und 
fammeln Sie fie nicht 1 





Ser Ejel cin Flaten{pieler. 
1. Gei die Heine Fadel 
Gut oder fhledt: gleidviel ! 
Sie lief in die Hinde, 
Mir von ungefabr. 
2. Ueber eine Wiefe 
Nah bei einem Dorf, 
Gieng ein wadrer Efel 
Gang von ungefabr. 
3. Cine Flite fand er, 
Die ein Schafer dort 
Hatte liegen laffen 
Gang von ungefabr. 
4. Und fein Wind verfeinte 
Jn der Flite fich 
Und die Flite time 
Gang von ungefihr. 
5. Gi! begann der Efel, 
Ci, wie fpiel ich fchin ! 
Cag’ eins nod, die Efel 
Mufizieren fahlecht ! 
6. Go gibts wohl nocd Ejel, 
Die aud) ohne Kunft 
8 aummeilen treffen 
Gang von ungejahr. — 
Thomas de Jriarte (geb, 1750 ¢ 1791). 
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BREMEN _HAMBURG, STETTING| 
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Kueipp ige 


Wajffertur 


im Herz; JYefusSanitarinm ju Milwaukee, Wis. 
Cte Greenfield: und Wafhington-Aves., South Side. 


Diefe neue, von den Frangisfaner-Sdhweftern gegriindete Anftalt fteht unter der Leitung eines 
tichtigen, praftijden Mrgtes aus Deutfdhland, eines Schitlers von Vater RKneipp. 


Folgende Krantheiten werden furirt: Rheumatismus, Verdauungs-, Unterleibs-, Kerven-, Kopf 


Die Anftalt ift das gange Jahr gedffuet. 
Qeitender Urgt: Dr. Hirfadfeld. 


Frangistaner-Schweftern vom St. Yofeph’s-RKlofter. 


und Frauenleiden, fowie Neuralgie, Migrane, dhroniicher Katarrh und alle Ucberbleibjel der Grippe 2c. 
Die BVerpflequung der Rranfen gefcdieht durch die 


Ausfihrliche Austunft ertherlt die Oberin 
SISTER M. ALEXIA 


Der praf. Arst Hr. Or. Hirfafeld hat fic) bei mic gu einem vorgiigliden Renner 


und BVertreter meiner Heilmethode ausgebildet, und faun ich denfelben in jeder Begiehung befiens 


empfeblen. 





Wrishofen. 


Seb. Kueipp, Pi. 





Veilage zur _,,Cacilia.“ 








Nen! Ren! 
Rimifhes Gradualbuch. 


Die wedfeluden und ftandigen Mehgelange 
bes 
Officielicn Graduale Romanum 
mit deutider Ueberfehung der Rubrifen und Terte. 
Ausgabe mit Chorainstn im Violin- 
ichliiffel anf fiinf Linien, 
in ber Tonlage der Orgelbegleitung gum. Graduale 
Ronianwnt 


Octavo, in Halbleder geb , Roihfdnitt, net $1.50. 


Die gewshuliden 
Mekgefange dc3 Gradiale Nomanum 
(Kyriale Romanum), mit lateinifthem und deutidem Terzt 
Nad bem rdmifden Gradualbucde bearbeitet von 
Or. Hi. X. Haber. 


Choraluoten-Wusgabe auf fiiuf Linien im Violin: 
je liiffel. Octav, Yeinmant, 40c net. 


Meffe au Chren ver heiligen Familie, 
(Uusqabe 4) 


fiic drei Manner ftimmen, (juei Tenor und Bap) 
mit Orgelbegieitung. 


(Ausgabe B) 
fiir Drei Oberftimmen (;wet Sepran und Alt) mit 
Orgelbegleitung von 
3. Singenberger. 
Partitur 30c, Stimmest 15 per set. 


KRirchhenmufifalijhss GFahrbuch 
fiir Das Gahr 1898. 
Herausgegeben von Dr. Fr. X Habderl. 
Pojticei Zee. 


FR. PUSTET 860. 


52 Barclay St, NEW YORK, 
435 Main ‘St., c: NCINNATT, 0. 


Rovitit im Berlage von 
J. FISCHER & BRO., 


7 BIBLE HOUSE, NEW YORK. 


LiederFrays 
jiir Shule und Haus. 


Cine Sammlung beliebter Dentfdher und Englifder 
Lieder, fiir ein oder gwei Singfiimmen, mit Klavier: 
begleitung. Herausgegeben von 


G. Fiche. 
Preis $1.00. Shul Ausgabe, ahue Begleitung 25e 


Unfere Kataloge werden, auf Verlangen, gratis gugefandt. 





HERMAN TOGER CO., 
435 East WaterSt, Milwaukee, Wis., 
bem firiy bowie geqeadber. 


Jmpsrteure ven Beiney und Lifdren. 


—— 





3u haben bei 


J.SINGENBERCER © by 


ST. FRANCIS, WIS. 


Lied gur bl. Cacilia, fiir gwei Stimmen und O 
von . Singenberger. 10c. 


Lied gum Hl. Nitolans, fiir gwei qleidhe oder vier 


3 
gemijdten Stimmen, von J. Singenberger. 10¢ 


Fir tas Hl. Weihnadtsjeft 
Bejfper fiir das Ho*hl. BWeihnagstsfe 


ejGN OF 


TRADE MARK 


«| “ZJ]MMERMANN BROS. . 
elothing or: 





ft, fur 


geet, drei oder vier Stimmen und Orgel, von J. Singenderger. Zalar-Fabrif 


ein d Jefu Lied, fie gwet Stimmen und Orgel, vor 


C. Gieith. 10¢ ; 
Cffertorinm fiir die erfte und dritte Mee am Hl. 


nadtefefte. (,,Laetentur coeli’ von B. U. Rornmiiller und 


» Tui sunt eos’ von G. €. Steble. 20c. 
” Bolltandige, leicht autftip: bare Bejpern fiir 2, 3 
gemiicie Stimmen, von J. Singenberger: 


Weis: und 


wi} AKleider-Pandiung. 


Vesper in honor of the Blessed Virgin Mary, 85¢ ed ORR, Milwaulee, Wis. 


In honor of St. Joseph, 30c. 
so In honor ot the Holy Angels. 


“ Vesperue de Com. Confessoris Pontificis, 


Pricher-Talare an Hand. 


35¢. 


“ Vesperae de Com. Contessoris non Pontificis, 35¢ " ‘ Wir erlauben uns die Hodwiir> 


dige Geiftlifert gu benadridti-+ 


The four Antiphons of the Blessed Virgin Mary, for two ' ; gen, dag wir eine groge Wuswedt 


or three voices and Organ. 30c. 

O S&turtanis, fitt vier gem. Stimmen, ron PB. H. 
len, und anti mM #KGO, fiir vier gem. Stimmen, 
Mitterer, 10 Cent3. 


Ecce Sacexpos, tor four voices, by J. Singenberger. 
O Quam AMABILIS KS BONE Just, tor 4 female voces, 


by J. Singenberger, toc. 
BeneEDICTION Sxxvice for 2 voices with organ ace 
niment. 25¢. 


Brieiter-Talare vorrathig balten. 
Thies Wir fabriciven Talace aus gang 
von 9 at wollenen Stoffen, garantiren die 

aa } BP Aectheit der Harbe und find in 
4 ber Yage, geneigte Beftellunger 
5c. prompt auczufiibren. 


Vorrithige Kleidver. 
“ upe B (Reapy-Mape CLOTHING.) 
: Wir fabriciren, und haben frets 


Six Very Easy Pirces for Benediction. For tvo eine groke Auswahl leider vor= 


voices, Wy Po Mega 25c. 


EASY MASSES FOR CHILDREN 


Mass in Ifonor of the Holy Ghost, for 1, 2. x r4 
with Organ accompaniment, and in an append:x tl 
Creator pom all the Responses at High Muss ( olen 
terial), by J. Singenberger, One copy 35c, 12 copies § 


Easy Mass in G, For one voice’ or for three vo'ces (> 
prano, Alto and Basso), by A. Wiltterger. One copy 30 


12 copies $3.00 


Mass in hon, of St. Charles Borromec, for one voice 


rathig, die in Bezug anf Sdnitt 
und acon fiir den Gebraud der 
Hodwiirrigen Herren Geiftliden ~ 7 
geeignet find. ; 
Auf jedem Kleidungsftiid ftebt 
der Preis in deutliden Zablem 
vergeidnet, und Yricfter erhalten 
einen Rabatt von 10 Progent van - 
unferen feften Preifen, wenn die 
Rablung innerbalb 30 Tagen ers 


folgt. 
di otiz. 





part 
c Vea 
in ar 
3-50. 


stl IZ 
og nnvindann 


wi 


‘ y Wits | : - 
Organ accompaniment, by Rev. Ch. Becker. One co Talarjtofimufter, tie Preis 


35c, 12 copies $3.5”, von J, Singenberger. 


lifte fiir Talare, oder fiir 


Mass in honor of St. Rose. for two or four voices, wiih RKieider, nebjt Wnweijung 
organ accompaniment, by Rey. H. Tappert. 35 cents. | gum Selbjtmafnehmen wird 


Mass in honor of the Holy Guarding Ang: Is, for two 
(Soprano and Alto) with org? n accompz:niment, 
fappert. 3sc. Parts each 12 


Weebster’s 
International 
Dictionary 


Successor of the * Unabridged.” 
The One Great Standard Authority, 
So writes Hon. D. J. Brewer, 
Justice U.S. Supreme Court. 
Standard 
of the U. 8S. Gov’t Printing 
Office, the : 
Court, all the State Su- 
»reme Courts,andof near- 
y all the Schoolbooks. 
Warmly 
Commended 
by State Superintendents 
of Schools, College Presi 
dents,andother Educators 
almost without number. 
Invaluable 
in the honsehold, and to 
the teacher, se hol: ir, pro- 
fessio nat man, and self- 
educator 
wr Specimen pages sent on application to 
G.& C. Merriam Co., Publishers, 
Springfield, Mass. 


° CAUTION, Do not be deceived in 
—_—_———————== buying small so-called 
‘“‘Webster’s Dictionaries.’’ All authentic 
abridgments of Webster’s International Diction- 
ary in the various sizes bear —. trade-mark on 
the front cover as shown i: re cuts. 





voice* | unentgeltlich gugefdidt. 


by 
| N. B.—MWir haben aud ftets eine grofe Auswahl von Drap 
| d Ete und Serges welme wir per Yard cer bei tem Etiid vere 
| teufen. 


Jacob Best & Bro. 


¥mporterre und Grogbandler tn 


Wns: und Gulandifaden 
o 





| 
| 
| 
| 
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| pie die Uedht beit und Reinheit der Weine wird 
garantirt, da wir diefelben dDireft von den 
Produzenten begiehen. 


459 Oftwafjer- Strage, Milwautee, set e.. 


WEIS BRO. 
383 Oftwaffer > Str., 
Milwautee, « BWisconfin, 
evlauben fid ibe reidbaltiges Qager reiner 





: Wetne 
O = empfedien. 

Samumtliche Weine find reiner Traubenfaft 
ohne jede Beimifehung anderer Sroffe und defbalb 


win Gebraude bein: bl. MeRopfer, fowie fis 
Kranie vecwendbar. 











